The evolution of the European film industries since the Second World War goes hand in hand with the gradual set-up of a multi-level film policy framework. At the European level, the MEDIA programmes (now part of Creative Europe) and the Eurimages fund form its most prominent elements. As the film sector in Europe is in the midst of a digital transition, their further articulation will contribute to how future borders in this sector will be shaped. At the same time, the evolution of these policy instruments has to be situated within borders of their own: those between different policy-making levels, as well as those between sometimes conflicting policy objectives.
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In this chapter, we take on this idea of borders in order to take a closer l ook at the key challenges the sector is facing as it goes digital and how MEDIA and Eurimages are responding to them. As such, our work is complementary to the analysis made of the European audiovisual space by Carmina Crusafon in Chapter 4 of this volume.
While the future European film landscape will not be without borders, a number of indicators point towards the possibility of moving increasingly beyond traditional sector, policy-making and geographical borders. In this regard, European-level solutions are likely to become increasingly important in addressing the challenges facing the film industries in a digitized environment. This chapter charts the main trends in European-level film policy, considers how digitization is affecting the European audiovisual industries and how policymakers have responded, and draws some conclusions about how to future-proof European-level film support schemes. We thus end with a number of key considerations that policy-makers should take into account when setting up new support mechanisms and transforming existing ones.
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A European film policy-making role within dynamic borders
The current most important European-level film support schemes, Eurimages and MEDIA, are situated respectively in the Council of Europe (COE) and the European Union (EU), two entities that originated in the post-Second World War surge of supranational institution building. Initially, neither entity was particularly active in the audiovisual area. While the COE at least had an explicitly cultural remit, cultural issues were absent from the Treaty of Rome, which established the then European Economic Community (EEC) in 1957. The piecemeal activities that were targeted at the film industries (e.g. four Cinema Directives between 1963 and 1970) therefore centred on the application to this sector of general principles such as 'freedom of establishment' or 'freedom to provide services' (Shore 2001; Pauwels et al. 2007; Barbato 2008; De Vinck 2011) . The COE's early cinema activities, geared towards cultural and especially educational aspects of films, were also sparse (Beurier 2004).
When film, as part of the audiovisual industries, gained a more prominent place on the European-level policy agenda in the 1980s, technological and market developments taking place in the television sector had an important part to play. This was a period of privatization and liberalization, exemplified by the abolishment of public service broadcasting monopolies throughout Europe. Competition in TV markets became fiercer, leading to increased demand for content, but the European programme-making industries were confronted with competition from cheaper American fare. European films moreover faced plummeting theatrical audience shares, which affected non-national European films particularly hard (Pauwels 1995; Herold 2010) . The prominent role of Hollywood players in Europe's audiovisual markets was not new, and dates back to the First World War (see Thompson 1985) , but the culmination of various trends, including technological transformations, put this imbalance more prominently on the policy agenda at the European level in the 1980s.
At the same time, pragmatic reasoning led to an increased recognition of the role European-level institutions could play in this sector. Some cultural arguments were put forward that centred on the idea of a shared cultural heritage and therefore a common European audiovisual identity. Yet cultural concerns were most frequently integrated into an economic-industrial argument centred on a common defensive strategy for Europe's audiovisual industries (Theiler 1999; De Vinck 2011) .
